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1 This study is a revised version of a research study included in the book entitled Articularea formei în 
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Universitatii din Oradea, 2007. Both the structuring of the information and that of the musical analyses 
of composer Vasile Herman's symphonies have been thematically re-adapted. 


Musicology Papers, XXXVI/1, 2021 
21 


Mirela Mercean-Tarc 
Architectural Elements in Vasile Herman’s Symphonic Works (I) 


ABSTRACT 


This study on composer Vasile Herman’s five symphonies, structured in two parts?, aims to 
integrate their syntactic and morphological features with the system of organizing musical 
time that is specific to the orientations and directions of 20%-century music. From this 
perspective, our analytical approach tries to highlight the role of sound architectures in the 
development of a personal language, in which the composer’s approach to form becomes 
a hallmark of his style. V. Herman made his début in the 19720s with the symphony 7 ipostaze 
fonice alcătuind un Nomos [7 Phonic Stances Making Up a Nomos], where he freely 
experiments with the series organized according to mathematical criteria, then in the 1980s, 
he writes the other four symphonies: Symphony No. 2, Memorandum, in 1980; Symphony No. 
3, Metamorfoze-Doime, in 1982; Symphony No. 4, in 1984; Symphony No. 5, Omagiu cântecului, 
in 1988, a symphony with choir and baritone soloist, in junction with the vocal-symphonic, in 
which vocality and the chosen folk verses are intrinsically tied together in a semantic 
dependency. The composer takes on the aesthetic task of giving expression to the most 
universal essences of the Romanian folk song in a contemporary language. In terms of the 
stylistic and aesthetic aspects of contemporary music, the analyses will highlight the 
implications and changes that the musical language elements — tonal systems: modal, serial 
dodecaphonic, serial modal; modal, geometric harmony; complex polymorphic, heterophonic 
syntax; thematic-constructive rhythm - will impose on the structural dialectics of the 
symphonies. 

Keywords: Vasile Herman, contemporary symphony, 20*-century Romanian music, 


the Transylvanian school of composition. 


Introduction, historical and stylistic framework 

The changes occurred in the musical language of the second half of the 
20 century affected the type of musical dialectics, the temporal and spatial 
determination of the art of sound, involving morphology and syntax, the form 
patterns established by the Classical and Romantic tradition, which had not been 
surpassed by modernity, but rethought according to the evolution of compositional 
technology, of the renewed expression. This is also the case of the five symphonies 
composed by Vasile Herman in the seventh and eighth decades of the 20 century, 
whose musical language had moved beyond the dodecaphonic serial model, 
integrating the serial-dodecaphonic “compositional technologies” into a Romanian 
folk ethos. 

Most Romanian composers who embraced the tendencies of the 
constructivst avant garde found a particular way of creating this synthesis between 
the serial and modal languages, stemming from the essentialization of the local 
folklore. In the Transylvanian school of composition, this was just one of the 
stylistic stages that musical creation in general and the symphonic one in particular 
underwent. 


2 Due to its length, we will divide this study into two parts, with the former focusing on form analyses 
and stylistic considerations on the first two symphonies, and the latter presenting the same aspects in the 
other three symphonies of composer V. Herman. 
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A first stage was marked in the fifth decade by a neoclassical, neomodal- 
diatonic synthesis, manifested in the works of composers Sigismund Toduta and 
Tudor Jarda. In the 1960s, dodecaphonic serialism was “illegally” adopted? and 
gradually integrated by means of a “diffuse chromaticism” imbued at first with 
local folk influences, to finally arrive at the total organization of the ultra- 
thematized musical discourse, based on its series and variants (Vasile Herman)‘. 
The first works, Sinfonia brevis by Cornel Taranu and the Symphony Pasărea măiastră 
[The Master Bird] by Ede Terényi, courageously "tested" the rigours of serialism in 
chamber-sized symphonic works, while the seventh decade witnessed an opening 
towards the avant-gardes of Western music, enabled by a temporary freedom in the 
communist state politics, which offered study scholarships to young composers. 
Among them was Vasile Herman, who in 1969 attended the International Courses 
for New Music in Darmstadt, held among others by Iannis Xenakis, Karlheinz 
Stockhausen, Wolfgang Rihm, Brian Ferneyhough, Alois Kontarski, Christoph 
Caskel. Here is what composer V. Herman confessed about this experience, in a 
1998 interview: 


“Those days were filled with enthusiasm and passion. We were all in a 
sort of state of grace that filled our hearts and urged us not only to imitate 
the Western models, but also to perceive them creatively. I am talking 
about the aspects of dodecaphony, which, in our music, have generated 
the serial-modal system, about heterophony, which started from works 
with a totally chromatic tint and led to new ways of expression such as the 
musical texture, heterophonic rhythmic-melodic structures,... including 
the mathematical organization of phonic discourses of folk origin”?. 


Certain elements “dislocated” from the main directions of avant-garde 
music, especially from aleatoricism, such as intuitive music, anarchic aleatoricism, 
graphism, would proliferate in the sixth, seventh and eighth decades, but would 
disappear in the ninth decade of the 20 century, though not before leaving their 
mark. The aleatoric techniques, the polyphonic or heterophonic textures, the 
unconventional modes of attack and the timbres of electronic instruments made 
their way in many of the symphonies of the Cluj composers, though incorporated as 
temporary means of expression in the dramaturgy and architecture of the entire 
sonic edifice. 

The 1980s to the 1990s were a period of cultural embargo for the Romanian 
composers, during which, however, the closure of the borders by the communist 


3 It is well known that “in the communist countries the avant-garde was condemned as decadent, 
the musician’s duty being to compose as indicated by the socialist realism norms”, in Valentina Sandu- 
Dediu, Muzica noud intre modern si postmodern [New Music Between Modern and Postmodern], Editura 
Muzicala, Bucharest, 2004, p. 14. 

4 In his work, Formă şi stil in noua creație muzicală românească [Form and Style in the New Romanian 
Musical Creation], Editura Muzicala, Bucharest, 1977. 

5 Oleg Garaz, Poetică muzicală în convorbiri [Musical Poetics in Conversations], Editura Cartea Cărţii de 
Ştiinţă, Cluj-Napoca, 2003, p. 118. 
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regime led to a deepening of the experiences accumulated by each composer in 
their own personal style, in which the data of music technology were organically 
integrated into their personal manner of expression. This was reflected especially in 
the symphony, as a genre of creative maturity, as a reflection of the forces and 
energies emanating from the great syntheses and as a “struggle” to respond to the 
challenges of the reductionist, naturalistic ideologies of the socialist realism by 
creating viable stylistic and aesthetic works, in the spirit of the times. 

The solutions for the powerful symphonic expression and breath of the 
1980s lie in the exploration of a thematic material anchored in the expression of the 
monumental: through the historical fresco in Symphony No. 2, Aulodia, by C. 
Taranu; Symphony No. 1 and 2, Memorandum, by V. Herman; through an implicit 
thematic material infused with folkloric allusions, encountered in Symphony No. 3, 
Semne [Signs] by C. Taranu; Symphony No. 3, Metamorfoze-Doine, by V. Herman, or 
through explicit ones, to the point of quotation, in Symphony No. 3, Miorita, by 
Valentin Timaru. The expression of the monumental, in terms of the idea of 
sacredness, reaches its limits in the Symphony Spațiu si Lumină [Space and Light] by 
E. Terényi. In the 1980s, Vasile Herman composed the five symphonies that marked 
the height of his creative maturity. 

The discovery of the potentialities of the parlando rubato style, of the free 
improvised form, of the modal turns of the long folk or dance song, of the monody, 
ostinato and heterophony, of the ison (innovated in cluster structures), enabled the 
emergence of one of the common artistic and aesthetic directions that composers 
embraced, while creating their own solutions and results, marked by their 
individual style. V. Herman’s approach to folklore was based on the generalization 
of certain essential features of the song: broken melodic lines, or treated 
chromatically, transfigured in a serial or modal-serial manner, cells with a recitative 
aspect coming from the generalized parlando style, heterophony, ison pedal points, 
ostinatos, free improvisatory rhythm, all incorporated into a serial language with a 
high degree of abstraction. 

In his symphonies, V. Herman managed to create one of the most complex 
syntheses in terms of adaptation of the folk song features to the contemporary 
language, by using compositional techniques specific to the times. Here is what he 
said about the organization of the sound material: 


“The method of composing through the wide use of the folk quotation is 
also found in the 5 symphonies of the author of the present lines. [...] We 
start from a multitude of folk texts that we subject to a thorough melodic, 
rhythmic and aesthetic analysis. As a result, a number of highly expressive 
formulas are established, with multiple possibilities of combination and 
variation. Obviously, they behave like modal chromatic microseries that 
can be subjected to various compositional strategies: permutations, 
retrogrades, inversions, sound interpolations, interspersions of 2, 3, 4 
different formulas, transpositions. Sometimes, simpler combinatorial 
mathematical strategies are applied. Transpositions of the formulas are 
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also possible, either limited to their component sounds, or until the total 
chromatic is completed. The extracted rhythms are similarly treated and 
combined among themselves. Hence results a recomposition of all the 
extracted elements under new circumstances, on both vertical and 
horizontal levels. In terms of harmony, the thematic chords are thus 
formed, accompanying and enveloping the musical discourse. [...] The use 
of formulas, which are a true essence of the folk intonations, adds [...] an 
unmistakable national flavour to each symphony.” 6 


Composer V. Herman ceased composing symphonies in the 1980s. The 
syntheses created by him fostered the development of a personal style, whose 
common thread was constructivist thinking, the thematic material and 
expressiveness, all anchored in the essentialization of the Romanian folk data. 


Symphony No. 1, Şapte ipostaze fonice alcătuind un Nomos [Seven Phonic 
Stances Making Up a Nomos], 1976 

One of composer V. Herman’s most analysed symphonies is Symphony 
No. 1, composed in 1976. Through its title and the way the musical-phonic material 
is organized, as well as through the concept of the whole and the poetic idea, this 
Symphony is one of the most original and innovative works of the seventh decade of 
the 20" century. 

The pertinent analyses by musicologists Elena-Maria Sorban and Cristina 
Sarbu offer a panorama of the composer's approach to form by means of some of the 
latest acquisitions of the Romanian music of the time: “mathematical formulas and 
principles of combinatorial analysis” applied to the sound material “according to 
pre-established diagrams, never the same, ensuring a wide diversity and variety of 
the discourse”7. 

In order to understand the composer’s concept of the whole (gender-form), 
it is necessary to relate to the meanings embedded in the title of the symphony, 
which are tributary to the idea of syntphoneion = to sing, to sound together. The 
Nomos is here the ordering idea, the rule, the norm, the unifying principle, “the 
legal relationship’® underlying the existence of the 7 parts (of the genre consecrated 
in Antiquity by Terpander) corresponding to the seven ways of processing the 
phonic material, which represent a major generalization in the history of musical 
forms and genres established by the European tradition. Thus, the 1s* movement, 
entitled Paraphonia, corresponds to the genre and mode of organization of the 
prelude; the 271 movement, Melos-Ethos — to that of the area; the 3™4 movement, 
Antiphonia — to that of the concerto; the 4° movement, Prosodion — to that of the 
rondo; the 5 movement, Diaphonia — to that of the fantasy; the 6 movement, 


6 Vasile Herman, Unele probleme ale simfonismului românesc [Some Problems of Romanian Symphonism], 
typed manuscript, p. 12. 

7 Cristina Sârbu, Vasile Herman. Portrait, in Muzica, 1982, No. 1, p. 93. 

8 Maria-Elena Sorban, Simfonia întâia de V. Herman [Symphony No. 1 by V. Herman], in Muzica, 1985, 
No. 8, p. 9. 
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Heterophonia — to that of the ricercar; the 7* movement, Synthesis — to that of the 
sonata. 

According to Elena-Maria Sorban’s study, the organization of the phonic 
material at the level of its basic components is based on 4 modal series, notated in 
the analysis with a, b, c, d, and obtained from the “essentialization” of certain 
intonations conceived in the spirit of the Romanian folklore, which are treated 
according to the 4 principal forms and are notated as follows: d=direct [prime form], 
r=retrograde, i=inversion and ri=retrograde inversion. The transpositions of the 16 
rows, derived from the determination of the states, are at different pitches and have 
the following rule of succession: a and c “are transposed to the notes of their 
melodic line, whereas b and d move upwards or downwards along a chromatic 
scale of 6 notes each. 64 intonational rows are thus obtained, which are also 
conditioned (in certain sections) by a set of duration values, whose arithmetic ratio 
was “discovered” by the aforementioned researcher and expressed through 
mathematical formulas and calculations”?. 

The 1s: movement, Paraphonia, (Andante — mm. 1-50) serves an expository 
function for the musical material of the entire symphony. The free, mosaic-like 
statement of the strict or varied hexa- (d), hepta- (a and b), and octatonic (c) series is 
based on the principle of organization of the Prelude through the opening expository 
function and character of the genre, but also through the strategies used in the 
chaining of the musical ideas. The manner of presentation of the thematic series is 
often dispersed, in an almost punctualist manner, between the different timbres of 
the divided sections of the orchestra instruments. 


9 Elena-Maria Sorban, Simfonia I de Vasile Herman [Symphony No. 1 by Vasile Herman], in Muzica, 
No. 8, 1985, p. 10. 
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È == z 


domp F i ina 


Example 1. Vasile Herman, Symphony No. 1, mm. 1-6, strings. Series a in the strings, b1 
retrograde, (followed by c: inverted, assigned to violas, percussion, harp and woodwinds). 


A panorama of the series as they appear in the symphonic texture includes the 
following sequence: 


a ba cu daritda aritbivtali bı+cı ~— ativtbarit bio bi+b2 Multi-layered free 
culmination, synthesis 
1-3 3-5 68 8-14 Lom 23 25-28 29-------- 39 39-41 42-----50 


Table 1. Paraphonia-Prelude 


“Culmination brings the total chromatic by which the rows neutralize their 
identity” 1. 

The 2"d movement, Melos-Ethos, Adagio, mm. 51-95, corresponding to an aria, 
is treated as a doina through the quasi-rubato use of the formulas played in the style 
of a doina and is written in a soloistic manner (especially in the winds), hinting at the 
expressive potential of vocality through diminutions of note values that suggest the 
melismatic flourishes of the long song. The presence of the ison pedal points or of 
the heterophonic fabric, as well as that of the unison, reminds of the folk recto-tono 
recitative. 

The form is free, chaining together, as in the prelude, motivic series 
subjected to continuous variation and compositional transformations applied to 
them based on an internal deterministic logic. Aside from the motifs of the related 


10 Elena-Maria Sorban, op. cit., p. 11. 
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series, there are also generative motifs with a strong Romanian folk ethos, treated in 
the manner of a song sung in the style of a doina. 


Example 2. Vasile Herman, Symphony No. 1, 2"4 movement, mm. 53-55 (cl and fl 1 — signal 
motif a; cl1, flute ison + recto-tono recitative — f; cl 2 — bitone on augmented fourth, y) 


The allusion to the aria form (with da capo) can be noticed as of measure 81, 
which is, however, a very distant reprise of the incipient version of the movement. 

Along with the methods of treatment of the intonational series in terms of 
the horizontal melodic level or heterophonic texture, E. Sorban also mentions the 
simultaneous vertical use of the notes of the series (ex: bı, in m. 70, occurs in a cluster 
played by the strings). We also mention the great mobility of the extremely rich 
musical texture, characterized by a variety of rhythmic formulas in which, most of 
the times, the exceptional divisions intervene and formulate rhythmically, in certain 
articulations, the golden mean or section. 


A Evolving sector Av 
covta By astbstb2 catd2r atasvtby  brsv bivtastazri bsri Cori asiv div atritadri, bir 
51-53 54-55 56-57 58-64 65-69 70-75 76-80 81-84 85-87 88-90 ----------- 93 


Table 2. Melos-Ethos (Doina-Aria) 


The 34 movement, Antiphonia, Moderamente, mm. 96-140, exploits the idea of 
concerto-concertare, through the opposition between the sections of the orchestra, 
achieved on several levels, generally through a symmetrical antiphonal writing in 
terms of rhythm, melody or harmony. Generally, the composer reworks thematically 
variants of the series d and b (in the opening part), but also motifs from the previous 
movement (see m. 106, where the motifs 6 and y are clearly delineated by the flutes, 
clarinets, harp). 
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Example 3. Vasile Herman, Symphony No. 1, 3"i movement, m. 106 
(woodwinds, flutes-clarinets) 


The variational process is intensely exploited through the rhythmic ostinato, 
in the form of overlapping formulas that appear diminished or augmented 
progressively with respect to the symmetry axis, which is “the middle of the score 
(harp, percussion) and which provides a sonic ground occasionally punctuated by 
solo interventions”. Thus, several sections are produced in which the orchestra 
groups are consecutive protagonists: 


Exposition Varied recapitulation 

Section I Sect. II | Sect. II | Trans. Sect. IV Sect. V | Sect. VI | Sect. VII | Sect. Sect. IX 
VIII 

woodwind | strings | flsolo | hp violins- fl solo, | wood- | strings wood- | strings 

s cb, heteroph | bv winds winds 

fl solo vic ony progressive rhythmic texture 

fl texture cl} violins | cl, tp, perc vl-solo, cl 1,2 cb perc 

texture texture | cn ai solo solo hp 

tutti solo 

texture 

96-107 107-112 | 113-115 | 115-116 | 117-123 124-126 | 126-129 | 129-131 | 132- 136-140 
135 


Table 3. Vasile Herman, Symphony No. 1, 34 movement (formal scheme) 


According, to Elena Şorban's analysis, measure 126 foreshadows a “false” 
recapitulation, dynamized by a very distinctly antiphonized musical discourse. The 
progressive rhythmic layering occurs in the dialogue winds-strings-tutti-strings. 
In example 4, we notice an inverted rhythmic progression (woodwinds + 
percussion). 


1 Elena-Maria Sorban: “a middle layer acting analogously to a refraction screen”, op. cit., p. 11. 
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Example 4. Vasile Herman, Symphony No. 1, 3" movement, mm. 32-133 


Prosodion-Presto (mm. 141-189) is a Rondo in contrasting motion to the other 
movements. Situated in the area of expression of the dance through its rapid 
pulsation, with a prosodic relation between the long-short values of 1:2, through the 
ostinato rhythmic-melodic formulas and through the character of the whole, 
Prosodion belongs to the arsenal of representation of the forms of expression of irony 
that the composer also cultivates in the final part of his Sonata de cameră [Chamber 
Sonata] (1981) entitled Satyricon, or in Dansul Cavalerului trac [The Dance of the 
Thracian Knight] from the cantata Muzică antică [Ancient Music], composed in 
198312. 

The form is a variational rondo with recapitulations, in which rhythm plays 
a primordial role. The articulations are asymmetrical due to the extended 
proportions of the chorus of the abbreviated episodes: A B Av Bv Av. 

The chorus, based on the unit of the eighth note and on the giusto-syllabic 
rhythm, is built on a rhythmic theme in which we recognize the Fibonacci series (see 
the tambourine): 1-2-3-5-8. 


12 Cf. Elena-Maria Sorban, op. cit., p. 12. 
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Example 5. Vasile Herman, Symphony No. 1, 4* movement, mm. 141-143 


In the first melodic statement of the chorus, in the heterophonic texture of 
the winds, we find the as and bs series in retrograde. 


Example 6. Vasile Herman, Symphony No. 1, 4** movement, mm. 144-145 (winds) 


The rondo theme, subjected to continuous variation and rhythmic-melodic 
polystratifications in which one of the planes preserves the isorhythmic 
simultaneity, reaches culmination at the end, in measure 158. The role of the 
transition is to conclude the sonic “rush” of the chorus and to anticipate the entry of 
the first episode, B. 

Episode B is built on six overlapping rhythmic variants of the 13 different 
melodic structures. Preceded by an equally anticipatory transition (mm. 170-171), 
the second episode, Bv, is extremely condensed, 2 measures (172-174), displaying the 
same type of writing. The recapitulation, which is extremely varied in terms of 
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thematic elements, is more of a rhythmic recapitulation, characterized by a much 
denser heterophonic texture. 

The extremely condensed episodes create a contrast in tempo and writing 
style, whereas the choruses are varied structurally, thematically and orchestrally, 
with “the melodic role being each time assigned to other instruments (A — fl, cl, v; 
Avi — vel, cb; Av- v, cl, fl+v)”8. 

The 5t movement, Diaphonia (Andante, mm. 190-244), represents a show of 
force in terms of techniques of manipulation of the musical material. The clear 
references to the medieval Discantus style are reflected in the mirror symmetric 
entrances and simultaneous melodic motions, providing the analyst as well as the 
listener with an image in which the “fan-like graphic aspect” prevails, created by the 
polyphony of attacks of the notes in the aw series, forming a convex profile. 


a 


Example 7. Vasile Herman, Symphony No. 1, 5* movement, mm. 190-195 


The entry variants can also give the discourse a concave aspect: 


13 Elena-Maria Sorban, op. cit., p. 12. 
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Example 8. Vasile Herman, Symphony No. 1, 5* movement, mm. 211-218 


The form results from the concatenation of these types of entrances, 
alternating with melismatic moments. The manners of treatment of the sound 
material are diverse: polyphony of attacks in convex or concave oblique motion, free 
polyphony of attacks, melismatic writing treated heterophonically, clusters, 
multiphonic pedal points with slow vibrato, polyphonic texture based on the 
aforementioned overlaps, rudimentary punctus-contrapunctum polyphony using 
12 different series stratified on six levels each, attacks in stretti on the notes of the 
series and the overlap with (two) other series (see mm. 238-240). 

Subtitled Fantezie [Fantasy], this 5% movement, Diaphonia, incorporates 
essential features from both genres: Diaphonia, a free form resulting from a 
polyphonic writing, Fantasia, a genre subjected only to the laws of the composer's 
imagination and taste, avoiding the strict form, the rule, the norm. 

Thus, a possible synoptic table of the main musical events of this Fantezie 
[Fantasy] would look as follows: 
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Articulations: 
I II III IV V VI VII VIII IX Coda 
R E g 
n M + 9 A 
E ž Na 3 
9 . Se 
> > Pe E a a Sel sz 5 Ẹ 
E = 2E |} E > se| BA |ă £ 
= S c E = i a 
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S 2 Sa 2 ȘI S28 |a| SB oe |e £ 
E T ST T 5 ETW | EN 35| £g 
8 z S88] E 8 Sf | sa | bal] s = 
190-195 | 196-200 | 201-207 208-210 | 211-218 | 218-225 | 226-228 | 229-232 233-237 238-241 


Table 4. Vasile Herman, Symphony No. 1, 5* movement 


The 6 movement, Heterophonia, Molto moderato e cantabile (mm. 245-259), 
also subtitled Ricercar, seems to form, together with the previous movement, 
Fantezia [Fantasy], an “internal dyptich”11 of the Symphony (Fantezie and Ricercar). 
They both share the same melismatic-heterophonic writing and the polyphony of 
imitative attacks in stretto, which give the sound material a certain geometrization, a 
visualization in space (achieved both upon listening and upon “contemplating the 
score”). 

The alternating succession of the sections: strings, winds, percussion, puts 
constantly new musical ideas under the “heterophonic-polyphonic debate”, which 
are presented in imitative entries in fugato. The fugato waves are interrupted by a 
middle section, in which the main actor is the solo flute, whose melodic line is 
reminiscent of the doina style. The composer marks this moment Senza misura, 
improvisando, in order to emphasize the character and manner of performance. 


Example 9. Vasile Herman, Symphony No. 1, 6 movement, p. 94 
(end of the melodic line of the flute) 


The waves of heterophonic procedures, in an alternating dense or sparse 
texture, starting from new musical ideas, configuring the idea of a ricercar, are 
intertwined, which makes their strict delimitation quite difficult to achieve. The two 


14 Elena-Maria Sorban, op. cit., p. 12. 


Musicology Papers, XXXV1/1, 2021 
34 


Mirela Mercean-Tarc 
Architectural Elements in Vasile Herman’s Symphonic Works (I) 


phonic states, i.e. “the monody and the heterophonic tutti, are expressions of the 
same dramatic essence”!5, representing the dialectics of the events of this movement 
of the symphony, whose synoptic representation would be as follows: 


heteroph. I heteroph. II _heteroph. II | monody heteroph. III heteroph.IV finale 


fl-hp, cl, perc _ strings, hp cl, fl fl cl+v+vla tutti strings 


245-247 247-249 249-250 250-252 253-254 254-255 257-258 
Table 5. Vasile Herman, Symphony No. 1, 6 movement 


The 7 movement, Synthesis, Animato, un poco maestuoso, mm. 260-232, 
represents, as the title indicates, a synthesis of almost all the elements that 
contributed to the construction of the symphony. It is cast in a very freely treated 
sonata form. The thematic elements seem to be combined through a technique of 
cutting from the old context and pasting to a new concluding context. The thematic- 
serial inserts appear either identical or in a different transposition and, definitely, 
with variations. 

The serial-thematic material of the sonata exposition brings back the a series 
with which the symphony began. Musical ideas, rhythmic states, types of writing 
and texture configurations used in the previous movements and reiterated in this 
movement are meant to create the unity of the whole, giving rise to a sonata 
macroform in which the last part is the recapitulation. Thus, the exposition of this 
last movement contains: thematic elements from the 274 (m. 269), 3rd (mm. 272-273) 
and 5% (mm. 273-275) movements. The development contains only one thematic 
element, taken from the 3'4 movement, as well as a false recapitulation (mm. 299, 
301), comprising elements from the 1st and 2"4 movements. The actual recapitulation 
brings back the thematic material of the 1st, 3rd and 5* movements, while the Coda is 
a brief recollection of the a microseries. 

The existence of a sonata macroform is justified by the extreme movements: 
Paraphonia and Synthesis, which are the exposition and the dynamic developmental 
recapitulation, respectively, and by the 2"4, 3rd, 5t and 6th movements, which stand 
for its development. The 4 movement, Prosodion, is a “contrasting, varied 
intermede”. This Symphony, in sonata macroform, has a symmetrical structure in 
terms of its overall organization and architecture: 


Movements 
I II III IV V VI VII 


Exposition Development - Intermède - Development | Recapitulation 


Lyrical presto-ironical lyrical 
Table 6. Vasile Herman, Symphony No. 1, (macroform of the sonata form) 


This sonata-Symphony represents a complex synthesis that includes 
contemporary writing and expression techniques, as well as genre and form 
15 Elena-Maria Sorban, op. cit., p. 13. 
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paradigms established during the important periods of mankind’s musical culture. 
The macroform of the genre appears here as a summum of a symphonic dramaturgy 
of great depth and creative subtlety. 


Symphony No. 2, Memorandum, 1980 

Symphony No. 2 presents, embedded in its subtitle, the programmatic 
reference to the historical moment of the Transylvanian Memorandum movement, 
which started in 1882 and reached its climax between 1892 and 1894, when the 
Hungarian authorities initiated a trial against the Romanian leaders of the national 
movement who had signed a document incriminating the Hungarian state's 
discriminatory policy toward the Romanians from Transylvania. 

Symphony No. 2 is in five movements, in consonance with the overall 
architectural conception found in the other symphonies of composer Vasile Herman. 

The five movements, 1 — Canon, 2 — Antistrofa [Antistrophe], 3 — Diacronia 
[Diachrony], 4 — Rhythmos-Melos, 5 — Epoda [Epode], reveal a creative vision in which 
multiple meanings are intertwined. At a first semantic level we can interpret the 
existence of the three parts of the genre of the ancient Greek lyric poetry, 1 — (Canon) 
— Strophe, 2 — Antistrofa [Antistrophe] and 5 — Epoda [Epode] (lamentation), which 
the choir was intoning in the tragedy, and upon a second “reading”, as part of a 
thematic material that makes reference to the dramatic events of the Memorandum 
period, to the condemnation of the signatories of the act and to the sufferings of 
the Transylvanian Romanians during that time. 

Here, the symphonic genre is represented by the structure of a symphony 
(sonata) with an introduction, in the style of the pre-Classical symphonies (sonatas). 

Thus, the first movement is a quasi-prelude, the second movement is a free 
sonata, the third movement, a free song form with dynamized recapitulation, 
the fourth movement, a scherzo, and the fifth one, a free form with variations. 


Canon Antistrofa Diacronia Rythmos-Melos Epoda 
[Antistrophe] _[Diachrony] [Epode] 
Prelude sonata song scherzo variations 
Table 7. Vasile Herman, Symphony No. 2 (macroform) 


The entire symphony is pervaded by a strong Romanian folk ethos, 
conceived in a dramatic symphonic context with tragic accents. The timbral and 
coloristic diversity is provided by a large orchestra including three percussion 
groups. 

As previously stated, the 1s movement, Canon, mm. 1-43, has an 
introductory function, but also an expository one, with the sound material used in 
this movement being recalled in the other movements as well. The symphony thus 
acquires a cyclical character. 

The form is constructed by combining or juxtaposing different musical 
motifs, or motifs derived from the previous ones, in a polymorphic mosaic. Once 
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stated, these motifs will definitely be reiterated by the same instrument group or by 
others, thus prefiguring the idea of a canon. 

The writing is often heterophonic, rather than strictly imitative. 
A considerable rhythmic diversity participates in this polymorphic panorama, with 
the rhythmic formulas being based on triplets with divisions and cumulations that 
give the musical discourse a continuous asymmetrical aspect. 

The unison with attacks on these types of rhythmic formulation opens the 
symphony. The signal type of the opening melody, created by the leap (of a ninth) 
resolved by falling a second, is characteristic of a thematic contour that will appear 
frequently during the symphony. Ending with a recitative cadence, this musical idea 
was notated in the analysis with a. 


Example 10. Vasile Herman, Symphony No. 2, Memorandum, mm. 1-7 
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The second musical idea is even closer to the folk ethos through which the 
composer defines his space of representation of the Symphony’s thematic material. 
The melodic motifs are broken down into shorter fragments, treated chromatically, 
with a rhetorical development typical of the long song and with a specific cadence: 


b 7 


ean rara 


Example 11. Vasile Herman, Symphony No. 2, Memorandum, idea b, 
oboe (mm. 9-10) and horns (m. 11) 


Based on a continuous cellular transformation, the musical discourse gains 
in complexity through the state of perpetual metamorphosis, which extends to all 
the compartments of the orchestra. The heterophonic writing is often 
counterpointed by vertical structures containing the notes of the melody. We 
encounter polyphonies of attacks in downward or upward oblique direction, 
overlapping ostinato homophonic structures (for example in the strings) with 
melodic lines in a polyphonic-imitative syntax in stretti or heterophonic (in the 
winds, mm. 12-16). 

The free form culminates with a flute solo melodic line written in the 
manner of the long song, marked by rhythmic complexity and a sense of 
improvisatory rubato, created by a melody whose folk song contours are distorted 
by large leaps of up to the twelfth. 


Example 12. Vasile Herman, Symphony No. 2, Memorandum, mm. 24-29, flute 


The distribution of the motivic cells belonging to the "infinite melody" 
(continuously varied) to all the sections, in a final formulation, concludes this 
thematic-expository strophe-part. 

The articulation of the quasi-strophes can be represented as follows: 
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Segment 1. Segment 2. Segment 3. Codetta 
A b by av bv 

Strings | winds strings +tr_| melodic line, fl solo | cl, tr, strings, perc 

1-8 9-16 17-22 23-29 30-41 42-45 


Table 8. V. Herman, Symphony No. 2, 1* movement, Canon 


The 24 movement, Antistrofa [Antistrophe] (mm. 46-134) is a freely shaped 
sonata Allegro. The quasi-exposition does not bring two themes with a well-defined 
figurative character, but rather sound events, which constitute thematic sectors. 

Thus, the sector of the first theme (mm. 46-52) starts from the unison and 
culminates in a cluster in orchestral tutti in fff (mm. 46-48), whereas after the general 
pause, the horns and trumpets intone a first thematic formulation. 


Commedo „— 


Example 13. Vasile Herman, Symphony No. 2, Memorandum, 
horns (m. 51) and trumpets, theme 1 (mm. 51-52) 


The second thematic sector (mm. 17-21) contains cellular elements from the 
previous movement. Thus, the figurative theme 2 is built on a sonic ground based 
on cells derived from the transformational process of the idea b of the first 
movement. The contour of this second theme is also close to the wide intervallic leap 
of the flute melody from the same movement. 


Example 14. Vasile Herman, Symphony No. 2, Memorandum, mm. 53-55, strings 


The entire second thematic sector relies on the alternation between the 
heterophonic structures exposed by the strings and woodwinds, and the ostinato 
chordal-homophonic ones in the brass, whose unifying element is the ternary 
pulsation of the triplets. 
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The development (mm. 67-114) treats the thematic material through 
established variational strategies, but also through developmental ones: 
transposition, inversion, retrograde, rhythmic, melodic and vertical harmonic 
symmetry, permutations, alternations, dynamized variants, which are freely applied 
to motivic sectors derived from the continuous transformational evolution, in a 
continuous dialogue between the sections of the orchestra. 


Example 16. Vasile Herman, Symphony No. 2, Memorandum, mm. 96-97 
(the same motif, inverted and varied) 

The ample and complex commentary of the development culminates in a 
tutti of the first theme, performed in unison. This firm and clear statement is the 
dramaturgical culmination of the movement. This moment can be associated with 
Dr. Ion Ratiu's famous phrase, stated at the Memorandum trial: “The existence of a 
people [...] is not discussed but is asserted”. 


Example 17. Vasile Herman, Symphony No. 2, Memorandum, mm. 108-109, strings 


16 Petru Dimitriu, Trecutul de langa noi [The Past Next to Us], in Tribuna, No. 6, 2004, Cluj-Napoca. 
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The recapitulation of the form (mm. 113-136) lacks the first theme. The 
second thematic segment is barely sketched through the appearance of the sonic 
ground and of a single motif from the initial formulation. The cluster in ff, which 
opened the movement, reappears in tutti before the Meno mosso, giving the form a 
symmetrical aspect, of an inverted recapitulation. 

The 34 movement, Diacronia [Diachrony], Adagio poco rubato (mm. 137-207) 
is the slow movement of the symphony. Diacronia [Diachrony], the historical 
evolution of sound events, can be divided into three segments, in which the sonic 
contours of the first movement, Canon, are recast under new guises. Thus, a first 
segment disperses the evolution of the continually evolving “cantus firmus” along 
the timbral trajectory: strings, celesta, trumpet, celesta, bassoon, vibraphone, celesta, 
vibraphone, tympani. Here we find allusions to the musical idea b, as well as to final 
formulas counterpointing it, such as the (this time descending) augmented fourth. 
The melodic metamorphoses are governed by a perfectly controlled determinism, 
despite the asymmetrical-rubatized and perpetually dynamic aspect of the 
discourse. 

In the second segment, mm. 150-197, the developmental aspect is 
predominant, due to the increasingly complex diversity of the sound manipulation 
techniques. 

One of the composer's stylistic hallmarks is the use of heterophonic 
techniques, which juxtapose rigorously, and not freely, rhythmic-melodic structures 
in different layers that are built on the ostinato repetition of a single (isomorphic) 
formula, following the same melodic path. This results in a global heterorhythmic 
texture and a vertical polyrhythmic structure, which eliminate the detail, creating 
a complex texture. 


+> p $ = f 7 
i — 


Example 18. Vasile Herman, Symphony No. 2, Memorandum, mm. 150-151, strings. 
9 different layers, resulting in a rhythmic texture. 
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The strategies of “chaining” the sections of this second segment of the form 
are based on the alternation between the heterophonic moments assigned 
alternately to the strings and winds. The heterophonic writing in the winds is also 
melodically diversified, asymmetrical, polyrhythmic (see mm. 157-160). 

The overlapping isorhythmic heterophonies in all the compartments of the 
orchestra will create a tense moment, in which the textural density reaches its 
highest point (mm. 175-178). In measures 179-185, the entire texture is thinned out 
by means of augmentation of the rhythmic values. The highly varied recapitulation 
(mm. 198-208), a quasi recapitulation, brings back the dispersed aspect of the 
melody, which previously was extremely condensed. 

The 4: movement, Riytmos-Melos (mm. 209-277), Allegro molto moderato, is 
a ternary structured Scherzo, but with two contingent sections, an introduction and 
a coda. 

The three sections are built on the Rhythmos — Melos — Rythmos alternation, 
corresponding to the form Scherzo — Trio — Scherzo, which are based on two 
principles of musical expressiveness: the dancing character, based on the ternary 
pulsation, the complementarity of an ostinato homophonic-antiphonal dialogue 
between the sections of the orchestra (in Rhythms) and the free, heterophonic 
horizontal character of a melody rendered through the timbre of the winds (in 
Melos). 

The transition from the rhythmic expression in the introduction assigned to 
the percussion (mm. 209-215) to the melodic one is gradual. The melody 
“insinuates” itself into the continuous ostinato ternary pulsation, to reach its full 


bloom in the middle section, Melos. 
ve et 2 — ttt ttt. 


Example 19. Vasile Herman, Symphony No. 2, Memorandum (mm. 216-221), 
the Scherzo theme — Rhythmos (strings) 
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The middle section, Melos (mm. 225-230), is written in heterophonic style, 
with the entries of each instrument group being realized in a stretto at one-half beat, 
starting from the note E, which gives the score a symmetrical fan-like graphic aspect. 


Example 20. Vasile Herman, Symphony No. 2, Memorandum (mm. 225-227), Melos, winds 


The recapitulation (mm. 232-276) is expanded in size, being a 
developmental recasting of the theme Rhythmos (in the character of a developmental 
strophe, according to the classifications made by researchers”). 

After a first restatement of the transposed and varied theme, the 
development unfolds in several stages, in which the musical material is subjected to 
the alternating "commentary" provided by the various sections of the orchestra. 
Worth noting is the impressively broad sonic ground, built on rhythmic 
combinations based on complementarity, opposition, symmetry, retrograde, 
augmentation or diminution, alternating with moments of homophony or 
heterophony, isorhythmic or polyrhythmic ostinatos, ingenious  timbral 
combinations, which reach culmination through an ascending melodic line in unison 
in the violins, flute and clarinet, synthesizing the continuously interrupted 
“aspiration” of the melody to conquer the sonic space. 


17 Valentin Timaru, Curs de forme şi analize, Principiul stroficităţii [Course on Forms and Analyses, 
The Principle of Strophicity], vol. 2, lithographed, Academia de Muzica “Gheorghe Dima”, Cluj-Napoca, 
1994. 
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Example 21. Vasile Herman, Symphony No. 2, Memorandum, mm. 269-275, strings 


The Codetta concludes the movement symmetrically, with the percussion 
leading the return to Rhythmos (the original rhythm). 

The 5% movement, Epoda [Epode] (mm. 278-329) provides the conclusion to 
the entire symphony. Its three sections use the same melodic formula, the same 
concluding theme as the one encountered at the end of the first movement, in the 
second theme of the second movement. It is a symmetrical motif, imbued with an 
obvious folk ethos, which runs like a red thread through the developmental sections 
of this movement. 


Example 22. Vasile Herman, Symphony No. 2, Memorandum, (mm. 279-280), bassoon 


The three sections of the form can be represented as follows: 
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SectionI A Section II Avı Section III Avz Codetta 
Antiphonal melody Development Final development 

of the material + chorale winds 
mm. 278-297 298-311 312-322 323-329 


Table 9. Vasile Herman, Symphony no. 2,5 movement, Epoda 


The sonic events of this movement are condensed, the tempo and agogic 
changes are frequent, the plasticity of certain sound images, such as the unison of 
the last section and the majestic chorale, the grandiose, impetuous finale, all these 
symbolize the triumph of the good, of light, of justice, achieved only one year after 
the Memorandum movement. 

Symphony No. 2 makes the transition to a new stylistic stage in the 
composer's oeuvre, in which the formulated syntheses are expressed through the 
essences of the folk song, symbols of originality and of belonging to the Romanian 
cultural space. 

The techniques used in the handling of the musical material are among the 
most diverse: the heterophonic technique as well as the antiphonal dialogue, the 
soloistic melody, but also the multilayered texture of different levels of complexity, 
the polyphonies of attacks in various spatialized panoramas, the infinite possibilities 
of variation of the modal-serial musical material, permutations, additions, elisions, 
transpositions, retrogrades, inversions, diminutions, augmentations, rhythmic- 
melodic-timbral variations, which all result in a complex language in which lyricism 
and drama are facets of the need for expression of the contemporary musical artistic 
form, which the composer masterfully displays in his symphonic works. 
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